MAMA AFRICA
Introduction
Choreography articulates the body's somatic and cultural identity, and a reading of South African dance theatre uncovers a complex and multifaceted version of the South African body, for instance, how the body is employed in medical and national discourse. Flatfoot 
HIV/AIDS and motherhood in South Africa
The South African constitution of 1996 "guarantees equality on the basis of sex, gender and sexual orientation; principles enshrined in the Bill of Rights and supported by several other clauses in the Constitution" (Walker, Reid & Cornell, 2004: 38) . However, over a decade later in South Africa poverty has become feminised, women and children are violently raped and murdered, and "being a victim of a violent attack is almost an unremarkable part of being a woman in South Africa, and violence is a contributing factor to HIV transmission" (Walker, Reid & Cornell, 2004: 39) . Distressing statistics and reports on poverty, crime, violence and other social evils are common. 4 These and other aspects of South African society, like certain social customs related to sexual practice, are conducive to aggravating the impact of HIV/AIDS on South African female bodies.
5
There is an extremely high rate of infection of children if prevention of mother-to-child transmission (PMTCT) programmes are not effective and " [w] omen also face the terrible predicament of transmitting HIV to their babies either during childbirth or through breastfeeding" (Walker, Reid & Cornell, 2004: 50) . Added to this, there is much confusion over the mixing of breast-feeding and formula feeding of infants and this further complicates HIV/AIDS treatment programmes. There is evidence that PMTCT programmes are not effective in South Africa because too few women are tested for HIV, receive antiretrovirals (ARVs), or breastfeed exclusively (Daniels, 2006) . In addition, there are taboos connected to sexual practice and sensitivity to these are considered to be the woman's responsibility; if these taboos are not adhered to, the result is disease. Therefore, women are viewed as the source of the pollutants and are blamed for the HIV/AIDS disease (Walker, Reid & Cornell, 2004: 97 African women a positive strategy of resistance to sexist and racist practices in our society. For instance, Othermothers who might be blood relatives or friends of the Bloodmother are able to offer support to, and care for, the Bloodmother and children (Collins, 2005: 288) . This, and the supportive structure of Women-Centred Networks, enables 'black' women to invoke Motherhood as a "symbol of power" (Collins, 2005: 287) and by extension South African women, ideally of all 'racial' classifications, are able to access this strategy to unite against the negative effects of South African patriarchal society and HIV/AIDS.
It is important to state that understanding women as "caregivers and mothers is central to understanding womanhood" (Walker, Reid & Cornell, 2004: 50) (2004: 11) . He explains how he formulated a "basic hypothesis, that all three factors must be present in order for a dance to conjure AIDS in a viewer 's mind" (2004: 12) . These three factors are: "must depict gayness. I call this the abjection factor", "depiction of […] homosexual desire", and finally, "in order for the dance to be perceived as having to do with AIDS, it must depict some mourning, ranging from the anticipation of loss to unabashed grieving. No loss, no conjuring" (2004: 12 Africa, HIV/AIDS is "mainly heterosexually transmitted" (Walker, Reid & Cornell, 2004: 13 ) demonstrates the position of women as the backbone of the political struggle against the apartheid regime. After apartheid, this role and location of women in South African society has been further extended as it is women who in previous times cared for freedom fighters and who now care and provide for family members in the age of HIV/AIDS.
In the name of family values, so deeply anchored in the South African mindset, despite all that had been attempted by the Afrikaners to destroy the cohesion of their black adversaries, they [women] actively, massively joined in resistance to oppression, no doubt more than anywhere else in Africa and in ways that were uniquely theirs: no wonder Nelson Mandela understood that the ANC would win as soon as women entered the struggle. (CoqueryVidrovitch, 1997: 195) A voiceover in the dance performance highlights the negative portrayal of mothers in the term mother-to-child transmission and responds with the suggestion of the term parent-tochild transmission. Lliane Loots's choreographic intention, highlighted in the voiceover, underpins women as historical activists, and calls for the inclusion and responsibility of men (and the wider community) in the transmission of the HIV/AIDS disease to children in the suggestion of the term parent-to-child transmission. This inclusion of and responsibility of men is implemented in a variety of ways; through the voice-over directly altering the medical term, the costuming of male dancers in hula-hoop skirts and female domestic worker uniforms, male and female dancers using similar movement languages, and through other choreographic materials, such as lighting and music that support Loots's choreographic response of locating men and women of the South African community as jointly responsible for the transmission of HIV/AIDS to the nation's children. 
Choreographing the dancing body to respond
Examining the body and identity in contemporary dance, Ann Cooper Albright's premise is that the dancing body is responsive (1997: xiii). She states how this responsive dancing body "engages with and challenges static representations of gender, race, sexuality, and physical ability, all the while acknowledging how deeply these ideologies influence our daily experience" (Albright, 1997: xiii) . This notion of the responsive body that investigates the relationship between the body and identity is further developed when Albright describes dance as containing a "double moment of representation in which bodies are both producing and being produced by the cultural discourses of gender, race, ability, sexuality, and age" (1997: xxiii). This "double moment of representation" highlights how the dancing body can be choreographed as responsive in order to expose and question cultural codes and conventions surrounding the dancer's physical body; the dancing body makes visible the process of identity formation -the "becoming" (Albright, 1997: 91) Unlike most other cultural productions, dance relies on the physical body to enact its own representation. But at the very moment the dancing body is creating a representation, it is also in the process of actually forming that body. Put more simply, dancing bodies simultaneously produce and are produced by their own dancing. This double moment of dancing in front of an audience is one in which the dancer negotiates between objectivity and subjectivitybetween seeing and being seen, experiencing and being experienced, moving and being moved -thus creating an interesting shift of representational codes that pushes us to rethink the experience of the body within performance. (Albright, 1997: 3) What Albright offers my reading of dance performance is a double moment of representation that "allows for a slippage between what I call a somatic identity (the experience of one's physicality) and a cultural one (how one's body renders meaning in society) " (1997: xxiii) . This recognition of the physical identity is particularly relevant to my study of the South African body in dance. It was the physical identity that affected (and still affects) many South Africans' experiences of their social context. Therefore it is vital that there is acknowledgement of the body as a material and physical form, and of how this materiality interconnects with the body's cultural context. This 'slippage' between the somatic and cultural identity of the body highlights the actuality of the constant negotiation and engagement of the dancing body with the discourses of 'race', gender, and nationality.
This double moment of representation must not be considered as a binary or an evenlymatched polarity with the body being produced and producing itself, as this locks the body into a match of opposites that are equally balanced, and thus fixes this identity dance as a status quo where there can never be any movement in either direction; a constant state of animated suspension. Rather, this is a state where the body is intertwined, moving within and outside of dominant repressive discourses, constantly altering itself and being altered (Albright, 1997: 13) . It is the dancing body's core position of offering the possibility of perpetual movement that produces these moments of slippage between how the dancing body moves and what the dancing body represents in society, between the personal experiences of the body and the cultural representation of the body, thus foregrounding the instability of identity construction in performance (Albright, 1997: 26) . The various discourses of 'race', gender, and nationality are also undergoing this dance and are never themselves fixed. It is this moment of movement, this dance, this struggle, that allows for no static identity to colonise the body.
Transmission and the dancing body
The act of 'transmission' and its connection to body fluids, woman might share a gendered grouping, but this performance of the motif is a reminder of the 'racial' segregationist practices of the apartheid regime, and how recent the onset of democracy is in South Africa. This is important and, although there is debate on whether focusing on a particular dancing body's 'racial' grouping might be construed as objectification or negative categorisation as it prevents the dancer escaping the construct of 'race, 'racial' identity is not static as both Bhengu and van Wyk demonstrate as they move in and out of a dance language that traditionally would have been performed by mainly 'black' men and boys.
Mother to the South African nation
Another outcome of the choreographic intention and staging of the body in young to consent to sex, therefore resulting in the audience and me becoming conscious of the role that gender politics play in the transmission of the disease. This young mother is also a daughter of the disease and -like many young girls (and elderly women) in South Africa -is primarily responsible for the welfare of the family as a result of the loss and absence of both adult parents because of the disease. Moreover, my reading of the 'black' domestic worker walking the 'white' child alludes to Mama Africa caring for children who aren't biologically her own and who are products of a hierarchy that is structured to oppress her; this is a Mama Africa who is a surrogate carer of all South Africans, no matter what the 'race', or the history, or the disease.
Accessing the history of 'black' South African women as mothers of freedom fighters, I
perceive Mama Africa to be far more complex than what at first she might appear to be, and my reading of Mama Africa is further complicated when male dancers don female domestic worker uniforms. This Mama Africa, this image of nation, is now both male and female, thus visually locating both sexes (and all 'races') in the nationalist discourse, the disease HIV/AIDS, parenthood and surrogacy. Both sexes are parents, and surrogate parents to children of the nation and children of the disease.
TRANSMISSION: Mother to
Child is a performance response to current HIV/AIDS medical and cultural discourses that stigmatise women. The choreography highlights the urgency of national responsibility and accountability for the disease across all 'races', sexes and regardless of HIV/AIDS status. (2005) Underlying the spacing and placing of my audience was a desire to create a sense of gathering and sharing, and hint at possible future moments of mobilisation. The congregating of my spectators on the blankets was an attempt to represent a public gathering of bodies; a group of bodies that might behave badly against an oppressive state. 14 On the other hand, this tactic of grouping the bodies of the audience together to encourage mobilisation can be negative too, and might hint at an attempt to enclose my audience and carefully watch and monitor them, looking for signs of possible rebellion.
Daughter of the South African nation: Responsibility and Accountability

Photo 4 -MOTHERS & DAUGHTERS: Sarahleigh Castelyn's Mothers and Daughters
This "enclosure" (Foucault, 1997: 141) of bodies represents the enclosure of 'racial' bodies in apartheid South Africa and how the apartheid state monitored access to assigned 'racial' spaces through the enforcement of pass book and other apartheid legislation.
Nevertheless, Michel Foucault emphasises how this "principle of 'enclosure'" is never "sufficient" and instead states how the enclosed space is divided up into further spaces occupied by individual bodies, and these are to be forever monitored for absences and presences in order to be supervised and assessed (1997: 143) . This mammoth task, because of its scale, and the need for constant checking on it, could never and can never be completed or perfectly deployed. In the apartheid South African context the verges and the bodies sitting on the blankets on the verges could never be constantly monitored for absences and presences. The domestic worker's on-site sleeping accommodation at the back of the 'white' employer's garden could never be supervised and policed around the clock. And despite the threat of, and visitations and arrest by, apartheid government Security Branch officials, bodies could and would meet in secret and in public protest such as that of the women on the Anti-Pass Laws March of 1956. Moreover, the agency of the domestic workers sitting on the blankets must not be undermined or ignored, as many women built community networks which supported their home and work-life (McDowell, 1999: 86-87) , and it is these Women-Centred Networks (Collins, 2005: 287) Despite all the posturing I was making to take the perfect photograph, the resulting image was blurred and poor. This was firstly an attempt to demonstrate the slippage that occurs between the cultural identity (which is both constructed by the individual and society) and the somatic identity: the photograph could not accurately capture this slippage.
Furthermore, this alluded to the construction of 'racial' identities in apartheid South Africa;
the Population Registration Act of 1950 and its enforcement demonstrated how the apartheid regime articulated 'race' based on "appearance and lifestyle" and not descent (Posel, 2001: 102) . My body was classified as 'white' because I resembled a 'white' female and my parents lived in a 'white' area of town. Whether or not my ancestors were not 'white' or not 'black' or not 'coloured' or not 'Indian' was not the issue or criterion for my 'white' classification in terms of the Population Registration Act. The practice of determining 'race' by descent (as in the United States of America) was not adopted by the apartheid social engineers, because of the history of inter-racial relationships (and transmission) amongst people in South Africa.
Testing for race on the basis of descent (the American 'one drop of blood' notion) was also out of kilter with the social meanings of race. Although popular discourses of race were shot through with notions of 'blood' -'pure' races being 'full-blooded' -the daily-lived experience of race derived from the ordinary, immediate experience of how people looked and lived. 'Fullbloodedness' was a metaphor for racial purity rather [than] a literal statement of its preconditions. Indeed, with many supposedly 'white' South African families having distant, or not so distant, histories of intermarriage across color lines, the issue of descent was often a discomforting one, and not considered the most appropriate basis on which to defend white privilege. (Posel, 2001: 93-94) The statements on my photographs included the following: "my body is a racist", "my body example, as a laboratory and as a site for observation (Foucault, 1977: 201) . The apartheid state utilised this 'machine' in its racial policies, through its legislation and law enforcement, and through its citizens and their daily rituals, including myself as a 'white' South African, in order to "alter [my] behaviour, to train or correct [myself and other] individuals" (Foucault, 1977: 203) .
He who is subjected to a field of visibility, and who knows it, assumes responsibility for the constraints of power; he makes them play spontaneously upon himself; he inscribes in himself the power relations in which he simultaneously plays both roles; he becomes the principle of his own subjection. (Foucault, 1977: 202 -203) This serves to stress how important it is to acknowledge my own function in the apartheid state. My body was inscribed with apartheid power relations. My body was both subject and object of the apartheid machine. My 'white' body was allowed access to certain areas of privilege that the 'black' domestic worker who cared for me was not. I acknowledge that there is valuable performance research into the body and the transmission of HIV/AIDS via bodily fluids, but for the purpose of this article's focus and length, this is not fully explored, nor is the link between blood and sacrificial practices and beliefs. 9)
The choice and practice of solely breast or formula feeding is currently recommended by organisations such as the United Nations. However this choice and its implementation are intricately tied to economics, access to services (for example, electricity and clean water), and social beliefs and customs. For more detailed research into the politics and practices of infant feeding in South Africa, see the following: R. 
